In 1917 Liuzzi became professor of harmony and counterpoint at the Royal Conservatory "Luigi Cherubini" at Florence, a position he held for the following six years. Here again he found himself in a vivid musical atmosphere, which was enlivened by the many important young musical forces that flourished there at the time. Ildebrando Pizzetti was director of the Conservatory and was writing many of his best compositions. Eresto Consolo was piano teacher. The idealistic planning and enthusiasm of these young musicians is described in one of the "Letters from Florence" by the composer Mario Castelnuovo-Tedesco (who later became Liuzzi's brother-in-law), published in Guido Gatti's magazine II Pianoforte (Turin), which subsequently grew into the Rassegna Musicale. For these as well as for La Critica Musicale (published in Florence), among others, Liuzzi wrote articles on esthetic and historical subjects and reviewed new compositions. These writings contributed much to a musical movement that eventually led to the foundation of a symphony orchestra and paved the way for the inauguration of the annual festival named the "Maggio Musi- In 1938 Liuzzi was commissioned to prepare a moder stage version of Orazio Vecchi's L'Amfiparnasso (1597), to be performed, with orchestral intermezzi and dances, at the Maggio Musicale at Florence. The great success of the transcription of this important madrigal-comedy, generally regarded as one of the preforms of music drama, did not prevent Liuzzi's name from being omitted from the official program when the production was repeated the next year. The explanation is simple enough: the notorious racial laws had been introduced into Italy. The scholar to whom his country-indeed the whole musical world-is indebted for fundamental knowledge concerning the early stages of its music, was released in October, I938, from his activities at the University and from all other official functions. Having been commissioned by the government to undertake research on Italian music in France, Liuzzi had gathered voluminous first-hand material on the subject in the libraries of Paris and had already completed the first part of his work, spanning the period from Venantius Fortunatus to Lully. At the moment when the complete set of proofs (500 pages), reproducing many hitherto unpublished musical documents, was ready for correction, the
